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The Overlooked 
Object: 
 
unveiling the presence of the commonplace  
object through its reinterpretation into a 
conceptual, abstracted form
 Abstract 03
My practice-led and studio based research has 
investigated how the presence of everyday, 
commonplace objects, such as buttons and handles, 
can be revealed by the application of alternative 
vitreous materials. It has explored the creation of a 
hybrid substance made from vitreous enamel plus 
ceramic slip, mixed and applied to a metal substrate. 
This research has followed a reflective, heuristic 
approach of learning by doing, where one action leads 
to the next, exploring conceptual and technical aspects 
of my practice.
Using metal and ceramic materials I have investigated 
methods of making exploring conceptual and formal 
qualities to draw the hidden, unnoticed presence 
of these simple, familiar objects into the viewer’s 
consciousness.
The technical aspect of the inquiry has focussed on 
investigating and testing the compatibility of metal, 
ceramic and vitreous material to create a new viable, 
surface finish. This new hybrid surface detail enabled 
me to create a strong, interesting treatment that may 
stimulate the viewer’s curiosity to pick the object 
up, sense the weight, and to touch and feel the 
textured surface. 
Through studio practice, I have explored the work of 
contemporary enamelling artists as well as that of 
artists from a wider art field, specifically sculpture, 
painting and installation practice. I have examined their 
approaches to making, use of materials, colour, form, 
size and proportion in relation to my own research, 
methods and practice.
Abstract 
Inroduction 05
My studio practice comes from a background in 
gold and silversmithing with a strong connection to 
ceramics. My preference is to work with materials that 
can be easily and quickly manipulated by hand, for 
example, the way thin metal and clay respond to the 
pressure of the hands, and under that pressure reveal 
their inherent characteristics. This way of working 
differs from the formal traditions and planning of gold 
and silversmithing as I do not saw-pierce or solder, but 
use scissors to cut, and staples or tabs and folding to 
join.  Nor are there detailed drawings and plans to be 
followed. My work is a spontaneous and impetuous 
response to the materials.
The impetus for exploring the technical aspect of my 
project came from researchers and internationally 
renowned educators in the field of vitreous enamel 
applied to metal, Elizabeth and Jessica Turrell. Elizabeth 
Turrell, Senior Research Fellow in enamel at the centre 
for Fine Print Research at University of the West of 
England, Bristol, originally studied ceramics and has 
had a career long interest and practice in the possibilities 
of vitreous enamel. She specialises in non-traditional 
enamelling techniques on jewellery and larger scale 
work (Turrell E 2011). From 2008 to 2010, Elizabeth’s 
daughter, Jessica, undertook research into innovation 
and skill in the use of enamel in contemporary jewellery 
(Turrell J 2010b). The investigation was supported by 
the development of a range of techniques that allowed 
for the creation of three-dimensional forms that were 
able to be successfully enamelled (Turrell J 2010a).
My participation in a workshop at RMIT in July 2013, 
lead by Turrell senior, inspired and encouraged me to 
delve deeper into the potential possibilities of enamel 
that might effect my own work. As the workshop 
progressed and I became exposed to Turrell’s vast 
knowledge and experience, the question arose in my 
mind: would it be possible to create a viable surface 
treatment for metal using a mixture of ceramic material 
and vitreous enamel?
Impetus for my research 
Everyday objects effectively become invisible, and yet 
we habitually handle them, step around them, interact 
with them visually and are subtly influenced by them 
all the same; by their form, their arrangement, their 
colour. Unperceived objects such as handles, knobs, 
bottle-tops and containers are, in everyday life, noticed 
more for the inconvenience of their absence than the 
convenience of their presence. The nuisance of the 
missing useful object, such as a button, or the loosely 
fitting handle that finally falls off a door attracts adverse 
attention to these frequently taken-for-granted objects. 
Through my research I have investigated and 
developed methods of making that will attempt to draw 
the hidden, unnoticed forms of these simple, familiar 
objects into the viewer’s consciousness to explore his 
or her relationship with them. My aim is to attract the 
viewer to the object through the use of colour, texture, 
touch and weight. Then, the possibility of sound (rattling 
the object) leads the viewer to remind them of the 
resonance, for example, with a big door handle. My 
intention is to encourage the viewer to reappraise the 
familiar in his or her surroundings. 
Through technical experimentation my project has 
explored the possibilities that can occur when combining 
vitreous enamel and ceramic material (substances that 
often are not usually regarded as interchangeable) 
under heat. These explorations have contributed to the 
completion of the reinterpreted, hand-formed everyday 
objects that I have made.
Introduction 
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Research Questions 
Aims 
How can I reveal the presence of the commonplace 
object through reinterpretation into an abstracted form?
In what way can investigations into the combination 
of coloured vitreous enamel and ceramic materials 
contribute to the construction of hand-formed metal or 
ceramic objects?
The aims of this research are:
 
To investigate and reveal the presence of the familiar 
everyday object.
To build upon current technical knowledge in the field of 
coloured vitreous surfaces and to apply this knowledge 
during the construction of conceptual hand-formed 
everyday objects.
 Section Heading 09
Literature 
Review 
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One purpose of art is to draw attention to objects 
that have been submerged into the familiarity of 
the everyday. Heidegger’s analysis of Husserlian 
Phenomenology carefully describes Husserl’s term 
‘bodily presence’ [Leibhaftickeit] as the notion of 
corporeality, that is, standing before the actual object 
as opposed to a representation of it (Franck 2014, 
p.21). Part of the ‘bodily presence’ of everyday objects 
and part of their context is their spatial positioning. In 
the case of a door handle, for example, it is positioned 
approximately half way up a door, to one side of the 
door, where people expect it to be. If it is removed 
from that context, for example, in the artist’s work, the 
object has to work for its positioning to bring about 
recognition, that is, to bring about a ‘new knot of 
significations’ (Merleau-Ponty 2014, p.155). People’s 
previous habitual movements are ‘integrated into a 
new motor entity’, and ‘a new sensorial entity’ which is 
expanded to become richer than before because the 
previous equilibrium has been suddenly disturbed and 
reorganized, and the unrecognized potential, which 
was only a ‘blind expectation’ before, becomes fulfilled. 
Temporarily at least, the beauty of an everyday object 
emerges from the depths of habit, and is saved from 
drowning again by being reworked visually and tactilely. 
Theory The common object may not necessarily be recognized 
visually but, with my reworking, very possibly hapticly, 
using tactile cues and clues to rediscover the world, 
‘making a launch that will carry the human spirit to 
unknown shores’ (Paterson 2007, p.329). 
My creative project speaks to the very purpose of art. 
Several writers philosophise on this point. I consider 
that their philosophy of art has meaning for my project. 
For Deleuze (2013, p.40), the task of art, for example, 
painting, is ‘the attempt to render visible forces that 
are not visible’. He  claims that the duty and burden 
of art is to yield manifest ‘signs’ that will push us out 
from behind our habits of perception into the conditions 
required for creation. He views art as only able to be 
sensed by diverting perceptual development away from 
logical organization. As I will explain in the section on 
methodology to follow on page 33, I begin with the 
material and intuitively and spontaneously allow my 
hands to take over from my mind, with no plans or 
drawings, staying open to possibilities that might arise 
during this creative process.
Along similar lines to that of Deleuze, painter Francis 
Bacon (Smith & Protevi 2008) theorises, and I concur, 
that ‘artists are after an artwork that produces an 
effect on the nervous system, not the brain’. The 
theorist Irigaray makes the strong link between the 
nervous system and the tactile sense. She pushes the 
tactile sense to the front of stage in art, in its ability to 
‘bring us back to our own bodies in a very personal 
way’ (Lorraine 1999, p.227). This makes the viewers 
become aware of the confronting closeness of the 
world to them and of their immersion in it, leaving them 
no room to locate themselves ‘at one step removed’. 
They are forced to participate in a manner where they 
‘are no longer clearly the agent of what transpires’. 
For viewers willing to open themselves to the artwork, 
the potential to ‘leave the comfort of the known shore’ 
alluded to above, becomes a real possibility for them. 
This process is clearly related to the important role of 
art that Deleuze refers to above. No longer is the viewer 
able to extract ‘the untouchable ideal of an eternal form’ 
from  ‘ceaselessly changing forms of life as process’ 
(Smith & Protevi 2008). 
Life has not always suffered from this disconnect. It is 
worthwhile to note that before the eighteenth century, 
visitors to museums were able to supplement their sight 
by handling objects on display to discover and uncover 
some of the inconsistencies of using sight alone 
(Robert Hook, 17th century empirical philosopher, cited 
in Classen 2005, p.276). 
As Josef Albers points out and is discussed more 
extensively later in another context: colour ‘deceives’. 
For example, juxtaposed colours can create the illusion 
of receding or drawing close (Albers 2009, p.17). Also 
sight needs distance in order to be effective. Up close 
we may not be able to read or make sense of an object 
viewed from certain angles (Classen 2005, p.227).
From the nineteenth century through to the present day, 
visitors to museums were demoted to a deferential role 
with regard to displays, being physically separated from 
them by various barriers that prevented contact which 
was regarded as ‘disrespectful, dirty and damaging’ 
(Classen 2005, p.282). These physical barriers are 
perceived to prevent theft, damage and contamination, 
but subtly also downplay the value of touch in extracting 
meaning. This has not been addressed to any great 
extent by improving the lighting of the displayed articles 
(Classen 2005, p.291). 
Modern society is overwhelmingly visual with its 
advertising, television and Internet content, designed 
to be consumed by the eyes and ears. However, 
the process causes a disconnect between what is 
endlessly depicted for assimilation by the sense of 
touch, and the physical gratification from this sense. 
Touch is provided no avenue for any actual physical 
contact with the images portrayed. In a sense, this 
largely visual representation of people’s surroundings 
denies them any opportunity to glean the full 
significance and relevance of these portrayed objects 
to their lives, as they live them, via the sense of touch. 
In contrast, people are distanced from any authentic 
tactile verification. They seek safety by increasingly 
cocooning and confining themselves in a shrinking 
world. People compensate for this perceived hostility 
around them with comfort and consumption, which only 
isolates them even further. It is in this sense that touch 
derives its ‘hunger’ (Classen 2005, p.2).
Ironically, when it comes to purchasing advertised 
items, ‘Almost everything that is bought is handled’ 
(Classen 2005, p.427). People test drive cars to see 
what it feels like. They try on clothes and jewellery. 
They pick up items from the supermarket shelves and 
turn them around to read the labels.
In my artwork I invoke the sense of touch as ‘the 
hungriest sense of modernity’ (Classen 2005, p.2), 
to reacquaint the viewer with the secret that primitive 
craftsmen knew well – the ‘delight of the hand … how 
an African wood carving or a bit of ancient pottery 
snuggles in the palm’ (Classen 2005, p.427). If the 
viewers are attracted to an object, they often want to 
pick it up, feel it, examine it with their eyes and hands. 
So one sense informs another. 
Although my own work is not an exact replica of an 
object, staying with the example of the door handle, it 
contains within it the physical and kinaesthetic memory 
of the handle due in part to the shape of the hand as 
it grips it. Merleau-Ponty (2014, p.145) describes the 
process of interaction with an object, for example, 
the interaction with a door handle, as the process 
of acquiring a habit. He contends that it is during 
this process that the body ‘understands’. People do 
not need to focus on the procedure. All they need to 
do is imagine the initial position of their hand or the 
object, or the trajectory to be taken by the hand. It all 
happens by the shortest path. This ‘understanding’ 
is the experience of reconciliation ‘between what we 
aim at and what is given, between the intention and 
the realisation’, our body being not only the safe refuge 
but also the mediator ‘in a world’ (Merleau-Ponty 2014, 
p.146).
According to Heidegger (Franck 2014, p.210), humans, 
as functioning beings (referred to in his terminology 
as dasein – being-in-the-world), see objects not as 
random objects, but as being either useful to us, or 
not useful to us. Humans experience the world through 
what they are doing, and do this without thinking. They 
do not think of a door handle as ‘Oh, I am going to grasp 
this door handle’, and then think, ‘Oh, it’s metal, that’s 
interesting!’,  and then, ‘I am going to turn this handle 
and open this door.’ They just go into a world where 
they simply interact with objects without thinking. With 
my artwork, I am building a bridge between the habitual 
and, consequently, virtually invisible, and the world of 
everyday objects drowning in empty consumerism. 
In some of my work consisting of two parts, one or 
either part fits into the other. When either part is picked 
up there is an ambiguity as to which is the ‘handle’. So 
it is relying on what Heidegger calls the ‘bodily-given’, 
that is the actual object to evoke the ‘self-given’, which 
is the envisioning of the object in general in the mind 
to connect the two parts and form the representational 
connection, leading to the realisation ‘Oh, it feels like a 
door handle!’ (Franck 2014, p.210).
When a person learns to open a door using the handle, 
he or she fuses the space of the door handle into his or 
her bodily space. As Merleau-Ponty (2014, p.146) puts 
it ‘…habit resides neither in thought nor in the objective 
body, but rather in the body as the mediator of a world’. 
When performing a familiar action, but with an unfamiliar 
form of a common object like a door handle, people 
do not learn or memorise the new form of the handle. 
They give themselves over to the intention of passing 
through the door and their body actualises it. Once 
this new habit has been integrated into their bodies it 
is only qualities not usually associated with an object 
such as a sharp metal bur or a damaged or disrupted 
mechanism, or some other unexpected characteristic 
such as temperature that would draw their attention 
to the object (handle) at all, and displace it as a ‘real 
part’ of their living body, and ‘ultimately as a point of 
passage’ in their ‘perpetual movement toward a world’ 
(Merleau-Ponty 2014, p.146). 
If this does not happen the object gradually dissolves 
in the viewers’ perceptions and becomes invisible 
again as part of a new adjusted habit. Habits can be 
numbing and obstructive, preventing us from seeing 
into the heart of things, insulating us from change. This 
creates the illusion that we are moving forward into life 
whereas in reality we are not even standing still – we 
are sliding backwards away from life. Simply repeating 
an habitual gesture is no guarantee of being present 
at that moment because this requires attention. It is 
uncomfortable to step out from behind habit, but it is 
in this very place that forward momentum and renewal 
are generated.
Elizabeth Grosz cites Deleuze’s suggestion that 
‘through the various arts the body is, for a moment at 
least, directly touched by the forces of chaos from which 
it so carefully shields itself in habit’ (Grosz 2012, p.25). 
Artists glimpse the finality and mortality of chaos and 
capture it in their work. It is, counter-intuitively, the flux 
that enlivens life. It functions as ‘an unliveable power, 
an unleashed force that transforms the body along with 
the world’ (Grosz 2012, p.27 citing Deleuze & Guittari, 
Erwin Strauss and Merleau-Ponty). For me, this relates 
directly to Jacob’s contention referred to at the end of 
this section on page 29 of not knowing the way and 
staying open to ‘finding a new way’. For me this is the 
essence of how I approach my own work.
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My literature review centres on the artists that articulate 
similar artistic practices and philosophies to those of 
my own. This review considers the work of artists that 
have not only inspired me in terms of materiality, but 
also that are close to mine in terms of concepts i.e. the 
common objects displaced but replaced in the mind. 
I conclude the review by acknowledging artwork that 
involves common objects (similar to my own) but of a 
larger scale, and their use of colour that has strong 
resonances with mine. An underlying theme of my work 
is the haptic so I will come back to this issue again and 
again in my review.
Shared Practices  As outlined in my technical investigations section 
on page 91, my exploration and investigaations into 
creating a hybrid material from vitreous enamel and 
ceramic material is central to my project. Therefore, 
the first part of the literature review will concern artists 
from gold and silversmithing backgrounds, similar to 
my own, whose practices highlight the use of vitreous 
enamel on metal.
The catalyst for exploring the technical aspect of my 
project came from two connected sources. The first 
is from researcher and educator, Jessica Turrell’s 
inquiry, into innovation and skill in the use of enamel 
in contemporary jewellery today (Turrell J 2010a). 
This inquiry stems from her interest in the ‘creative 
possibilities of enamel’. The second source is from the 
career-long work of Jessica’s mother, Elizabeth Turrell, 
who also foregrounds the application of vitreous enamel 
in her practice. Much has been written and observed 
about Turrell senior’s practice. Her preferred method 
is to begin with a bland surface of white pre-enamelled 
steel (Turrell E 2011). For her, material and process 
are a significant part of the thinking and making of the 
work. At a sensory and aesthetic level it is the inherent 
qualities of these materials, which attract her (Turrell 
E 2011). She pierces and alters the white surface to 
reveal the qualities of the steel substrate (Turrell E 2011). 
She explains that her aim is to transform and extend 
the traditional concept of vitreous enamel on metal: 
the glassy, the decorative and the perfect surface 
(Turrell E 2011). 
Elizabeth Turrell 
Cross brooch
Enamel, steel
5 x 5 x .95 cm
(Above) 
Jessica Turrell 
Hollow form series 2010 
Brooches 
Electroformed copper,  
vitreous enamel, silver 
4 x 3 x 1cm
(Top right) Anna Maria Zanella 
Brooch 2006 
Sterling silver, enamel, pigment 
3.81 x 3.81 x 2.54 cm
(Top left) Christine Graf 
No Return 2011 
Brooch 
Copper mesh, gold, silver, enamel, 
stainless steel  
Dimensions not specified
Helen Carnac 
On The Line 
One of twenty pieces 
Card, wire, enamel, found objects 
Dimensions not specified
Three other contemporary artists who I consider are at 
the peak of their community of practice are Anna Maria 
Zanella, Christine Graf and Helen Carnac. Each of 
these artists distinguishes their practice with innovative 
and technical excellence with their distinctive and 
original use of enamel. In the following paragraph I 
will discuss how and why their made objects and their 
inventive use of enamel resonates with my own creative 
practice especially as I share their origins in gold and 
silversmithing.
Zanella’s work is exciting in its appearance. She uses 
‘poor’ materials, scraps of iron, corroded surfaces in 
combination with precious metal and enamel to surprise 
and create emotions (Zanella 2011). Her research of 
materials; her ability to create sculptural forms through 
corrosive intervention in materials where neither 
preciousness nor beauty are of value is paramount 
to her freedom of making (Zanella 2011). As such her 
practice, which centres on materiality, also resonates 
with mine. 
Graf intuitively uses textile techniques to shape and 
hand form industrial manufactured copper mesh. Her 
intention is to transform the aesthetic quality of the 
metal’s surface structure. My intention is similar, using 
the hybrid mix. The subtle surface quality of her applied 
enamel emphasizes the fragility of the work. Covered 
by enamel, the structural qualities take on a new visual 
identity (Graf 2011). My own work also takes on a new 
identity due to the surface treatment of the hybrid mix. 
Carnac’s approach to material comes from a background 
in making using her primary material, metal. Her 
creation of jewellery and bowls centres on the explicit 
connection between the material, the process and the 
maker, with an emphasis on deliberation and reflection 
(Carnac 2011). Similar to Turrell, the main material 
used is vitreous enamel on steel. This type of enamel 
is most commonly used for kitchen white ware, baths 
and London Underground signage. She also uses 
enamel whiteboard, and materials found or recycled 
from other projects. Some of these materials may be 
already marked or drawn upon (Carnac 2011). The 
viewer, or wearer may find left over marks, new marks 
and the continuation of old marks. (Carnac 2011). 
When I viewed and handled her work in London on a 
visit to her studio in 2012, I reflected on how despite the 
similarity of materials to mine, the execution was vastly 
divergent.
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Noon Passama 
Brooches 2010 
Fur, leather, glass beads 
Dimensions not specified
(Top) Nicolas Cheng and 
Beatrice Brovia 
Standard to value 2011 
Various materials 
0.75 x 12 x 0.75 cm
Next I will refer to the community of practice whose 
work involves similar creative objects, common 
everyday objects to those represented in my own work. 
The following artists make knobs and handles from a 
variety of media.
Thai born and Netherlands based jeweller, Noon 
Passama’s subjects of interest are archetypal and 
classical structures of jewellery and how to transform 
them into new contexts, where forms, materials and 
techniques are applied to their broadest senses by 
means of conceptual approaches (Passama 2010). 
Some of her unique work features knob brooches 
made from leather and fur which emulate a Mohawk 
hairstyle. Passama’s studies include industrial design 
and fashion, as well as jewellery.  As such, her practice 
follows a contemporary development in jewellery 
(Passama 2010). 
Nicolas Cheng and Beatrice Brovia share a collaborative 
research practice in Sweden.  Some of their work has 
similarities with mine as they both focus on common 
objects such as door handles and spindles. Their work 
is sculptural as well as jewellery-based. A collaborative 
piece entitled Conversation Piece Chapter One: On 
The Doorway showcases a series of sculpted objects 
acting as door handles, fittings and fixtures in the 
setting of a domestic interior. Each piece is made up 
of a combination of traditional jewellers materials and 
more unusual substances, including silver, jet, iron, 
ebony, marble, horn, rock crystal and salt (Elenskaya & 
van der Kaap 2014). By displacing the art of jewellery-
making from its traditional context, Cheng and Brovia 
hope to open up a debate about the role of the discipline. 
Everything we do is looked at through the lens of 
jewellery, although the final outcome may not always 
be jewellery. For example, we see a similarity between 
jewellery and a doorknob: they both need support to 
be activated, to be alive. Our work is also scaled to 
and activated by the body. It is small; it is decorative. 
We always return to these qualities. (Cheng & Brovia 
cited in Elenskaya & van der Kaap 2014)
I suggest that their work draws on jewellery sensibilities. 
Their attention to the visceral scale and inspiration from 
the body is central is to their work. The body informs 
their work. Touch informs my work.
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Katherine Wheeler 
Teaset 2012 
Metal, porcelain, paint, thread 
Dimensions variable 
Another artist I have identified in my community of 
practice also uses ceramics and metal in her creative 
practice to make non-functional objects. Katherine 
Wheeler works with metal, porcelain, paint and thread 
to make whimsical, sculptural anthropomorphic forms 
that allude to vases or teapots. The motivation for her 
jewellery and non-functional hollowware comes from 
the simple, pure pleasure of making (Morris 2011, p.13). 
This motivation is similar to mine where the enjoyment 
of the process leads to the creation of objects.
 I will now address artists who are still in my community 
of practice but hail from a wider art field. I like the way 
John Chamberlain went about his work. He avoided 
prescribed processes including working towards a 
pre-existing mental picture. He worked with found or 
acquired objects, on large-scale projects of welded 
together car parts. According to Thomas Crow’s article 
(Chamberlain 2011, pp.4-8), Chamberlain began by
collecting non-artistic materials, automobile body 
parts… He generated a pool of quasi haphazard 
forms … he is looking for prompts, or hints, from 
the fragments as to how they will fit together,  
if at all.  
As artists we have this creative process in common. 
I use the same valuable strategies that he does in 
waiting, looking and listening to the materials.
John Chamberlain 
Super Tit, 1964
Painted metal-flaked and chromium-plated steel
91.4 x 96.5 x 66cm
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Broader Art Field
Gabriel Orozco  
Asterisms 2012 
Installation 
Found objects 
Dimensions variable
Judy Pfaff 
N.Y.C./B.Q.E 1987
Installation
Painted steel, plastic laminates, 
fiberglass, wood, paint, lawn furniture 
and awnings
457 x 1066 x 274 cm
Mexican artist, Gabriel Orozco, shares the fascination 
with common objects, finding ‘hidden revelations 
in the everyday’ (Bullosa & Orozco 2007, p.66). He 
uses another vehicle: dissecting, reassembling and 
realigning pieces of familiar objects to bring into sharp 
focus their essential elements, hidden behind the 
familiar and submerged in the habitual. For example, 
his dissection and realignment of a Citroen car. He 
also juxtaposes objects not usually found aligned in 
proximity to each other. This uncovers something about 
the relationship between these objects not normally 
associated with either of them. 
Judy Pfaff, US sculptor and installation artist, 
demonstrates a confrontational complexity, uneasiness 
and introspection in her work (Sandler 2003, p.10). 
These are not features of my own work, but what I share 
with her is her preference for colour, and lightweight and 
malleable materials, because they lend themselves to 
‘rapid-fire decision making’ (Sandler 2003, p.13), even 
though there is a large difference of scale in our work. 
Pfaff can wander ‘physically and mentally’ through and 
around her installations, (Sandler 2003, p.13), making 
decisions and solving problems as she goes, with an 
infinite number of viewing perspectives. I also have 
access to the same number of angles but without the 
same element of physical immersion in, and interaction 
with, the work that her sheer scale brings with it. In 
constructing her work Pfaff mastered a number of 
techniques first, such as carpentry and basic welding 
and this determined which materials she would use 
(Sandler 2003, p.7), whereas I, on the other hand, 
begin with the materials and develop the techniques as 
the necessity arises.
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Other artists foreground colour in their practice. For 
Josef Albers, colour was a kind of performance. He 
juxtaposed the same colour next to others to produce 
different effects: an orange next to a red and then next 
to a grey. He drew attention to the same colour from 
different manufacturers to demonstrate their nuanced 
and sometimes irreconcilable deviations from each 
other (Albers 2009, p.8). He used his own experience 
rather than theoretical models and required this of his 
audience (Albers 2009, pp.9 & 13). He understood that 
there existed a misalignment between the physical and 
psychological effects of colour (Albers 2009, p.17). He 
was quite ‘analytical and methodical’, unlike his friend 
the architect Luis Barragan who was more intuitive and 
revelled in the unexpected in his use of colour (Albers 
2009, p.23).
Another artist who highlighted colour in his work was 
the Brazilian sculptor, Helio Oiticica (1937 - 1980) who 
specialised in large-scale works. Some of his work 
is designed to walk through. Hanging panels have 
been painted different hues of a single colour on each 
side and the effect on the viewer is determined by 
where the viewer is located inside the structure, and 
in what direction they are facing at the time as the 
colour ascends or descends from the centre. ‘There 
is always a surprise on another side, along an edge 
or between their planes’ (Searle 2007). It can seem 
at times to be like wandering through the petals of 
an exploded ranunculus caught frozen in time. His 
Bolides or fireballs are painted wooden boxes, that 
are designed to be handled. They have doors, shelves 
and drawers containing bright pigments, fabric, liquids, 
sand, or crushed shells. Touch physically removes 
this separation to merge observer and object, and 
vicariously draws the observer closer to the original 
manufacturer of the artifact with a kind of ersatz, 
temporary ownership, drawing some of the meaning 
of the object in through their fingertips in the process 
(Classen 2005, p.277).
With regard to my own work, I like the striking way 
Adrian Searle describes Oiticica’s work, ‘Colour 
sings and the heart sings with it. There is always a 
surprise’ (Searle 2007, p.1). Oiticica uses the candid 
and sometimes outspoken and compelling interchange 
between colours. There can be dulled colours among 
the brilliant ones, considered gradations and ‘straight-
from-the tube explosions’ (Searle 2007, p.2). To him 
it was important how his work caught the light. ‘His 
colour refreshes, then saturates, then tires the eye. 
This is why we keep moving on and returning’ (Searle 
2007, p.2). For him colour was more than just ‘visual 
noise’, it had to be ‘organized or orchestrated in some 
way to be meaningful’, connected to duration and 
time, integrated into the viewer’s space and life. It 
certainly wasn’t arbitrary. It had to do with the wiring 
of the brain and remained ‘somehow unmanageable, 
volatile, associative, fugitive’ (Searle 2007, p.2). While 
Oitcicia’s work is inspirational in terms of vividness and 
brightness of colour, and designed to be handled, his 
scale differs from mine.
Josef Albers 
Homage to the square: 
Glow 1966 
Oil on masonite 
61 x 61 cm
Helio Oiticica 
B11 Box Bolide 09, 1964 
Wood, glass and pigment 
49.8 x 50 x 34 cm
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In regard to another Brazilian artist, Italian born Anna 
Maria Maiolino, I see a closer reflection with my own 
work. Her making of ceramic pieces resonates with 
mine. Although her objects have been handled and 
formed using simple repetitive manual gestures, 
they are not designed or intended to be handled by 
the viewer; to be turned over or explored, like some 
of my own work is. In her work, touch is restricted to 
the maker. The observer is excluded, so only the 
visual is permitted. According to Brazilian art historian, 
curator and critic Paolo Filho, Maiolino’s work at times 
resembles an archaeological record, a witness of 
the ‘doing hand’ (Filho 1996, p.441). To materialize 
her artifacts she avoids the exact, programmed and 
mechanical repetition that alienates and dominates 
people’s daily lives because it disconnects them from 
the task at hand. In this industrial landscape ‘beyond 
consciousness’ (Filho 1996, p.441), people’s hands 
become functional, unvarying, narrowly restricted and 
defined tools performing precise, specific, measured 
and robotic processes, almost independently of the 
person and leaching the meaning from everyday life. 
The objects people touch and traverse throughout the 
day leave no trace on an individual’s consciousness 
due to familiarity, habit and repetition. Most daily 
actions are left without focus, direction or intensity as a 
result (Filho 1996, p.441).
Maiolino’s objects, on the other hand, contain a record 
of every action the hand has performed in making them, 
and are representative of all the touching, picking up, 
grasping and pushing among many, many other actions 
we have been barely, if at all, aware of during the day. 
When can we say we last felt the glass in our hand as 
we drank from it, for example? Her works resulting from 
actions of the hand simultaneously embody a past, 
present and future and are reminders of an ancient 
pre-industrial world but not in any utopian way. They 
suggest everyday meaningful tasks and labour, such 
as food preparation and construction work. Each object 
within a collective is different and bears the imprint of 
the hand even though the undiluted simple repetitive 
gestures forming them are regular and uncomplicated 
(Filho 1996, p.441).
These recurrent gestures are redolent of the 
fundamental beginnings of a language poised to 
transmit meaning. They capture some of the original 
impetus that led to the construction of the artifact in 
the first place. It is suggestive of evidence extracted 
from an archaeological dig, a connection to tradition 
and community.  They embody the desire to stabilise 
and fix the formless with an experimental act. There 
is an implied pedagogical desire to ‘transmit an 
immediate knowledge’ (Filho 1996, p.442) that is ‘vital 
to the community’ through and about the tactile sense 
‘to feel with the hand: firmness, texture, roundness, 
weight, volume’. ‘Perhaps the metaphor of the Creation 
is appropriate here. In some ways these objects are 
generated by the body – they owe their existence to the 
body. They are generated in the body’ (Filho 1996, p.442).
Maiolino’s artwork embodies dominantly manual 
work that is devoid of the machine. Its purpose is for 
connectivity, integration and unification of contemporary 
life, something that ‘distinguishes and humanises 
us’ (Filho 1996, p.442). Embodied in these works are 
common everyday domestic values found world wide 
that everyone can recognize, not specific, isolated 
and regional ones. Her objects avoid mannerisms. 
They are saturated and concentrated by compaction, 
energised and gestating, ready to burst into meaning. 
Like a gravitational force, she pulls the world together 
into her works to counter dispersion and disintegration, 
progressively loading them with forceful gestures. This 
is gesture made concrete, ‘an attack on form that lies 
within form, and not outside it’ (Filho 1996, p.442).  ‘The 
form of the work is the trace of the axe that you swing to 
make it’ (Hamilton 2004, p.184).  There is a ‘simultaneity 
of body, eye, hand, thought and action’ (de Zegher 
1996, p.32). Repetition for Maiolino does not produce 
sameness but each unique movement enunciates ‘the 
interplay between intention and creation, the act and 
the material’. She commits to ‘the generating process 
and not to the end product’ (de Zegher 1996, p.35).
(The) maker, art object, and beholder (are) not 
fixed entities with determinable positions but (are) 
inherently unstable energies in a fluctuating relation 
both unique (insofar as the work interacts with a 
consciousness, with its own individuated history) 
and contingent (insofar as each individual encounter 
shifts the meaning of the work). This means that, 
depending on the context, work, maker, and 
beholder exist potentially in a state of transformation.  
(de Zegher 1996, p.32)
The final similarity of her work to mine is the intimate 
scale – that of ‘the body and its actions’ outweighing 
the ‘urban scale of the metropolis and the modern 
means of communication’ not denying and negating 
its scale but drawing attention to another one of its 
orders of magnitude (Filho 1996 p.443). Where I depart 
from Maiolino is that I use metal, enamel and clay both 
structurally and decoratively. There is in my work the 
connection to the industrial using the ready-made 
metal mesh to evoke the ready made, often through 
direct touch. Also ceramic slip is combined with enamel 
experimentally to create a hybrid material, and is an 
extension of the overtly ceramic components, but also 
in contradistinction to it. However, ultimately, metal and 
clay are both materials that are malleable by hand. 
Tools are not so important or prominent in my work. 
It is the immediacy of touch that defines both Maiolino’s 
work and also my own.
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Anna Maria Maiolino 
Here and there 2012 
Multimedia installation 
2000kg of modeling clay  
(inside the house) with bird songs
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At this point I will bring in the writings of Professor Mary 
Jane Jacob who contributes valuable philosophy to 
the art process itself. She elaborates her philosophy in 
her book, The Buddha Mind in Contemporary Art, and 
elaborates on the process of art-making. She theorises 
that the artist does not know the answer, what the work 
of art will look like, or even be. It is a ‘process which 
shifts and changes, one of simultaneously seeing and 
finding a new way’ (Baas & Jacob 2004, p.164). Also, 
she contends that in the artistic process preconceptions 
of form should be left behind to ‘allow the image to 
arise, to stay open to what you don’t know and haven’t 
seen’ (Baas & Jacob 2004, p.164). As artists, intuition 
should be valued. As artists, we do ‘resist editing and 
eliminating aspects of reality to conform to our previous 
ideas or social stereotypes’ (Baas & Jacob 2004, 
p.164). I do this in my own art practice by allowing my 
materials to have a say, and allowing the process to 
unfold naturally.

 Section Heading 33
Methodology 
This section will overview the methodology 
applied to answer my two research questions. I will 
describe my heuristic approach which prompted 
me to explore the making of new materials to meet 
my goals in order to pique the viewer’s curiosity, to 
reappraise the familiar, to become more present 
in their worlds. The heuristic approach is one of 
learning by doing, and where one action leads to 
another. The next step reveals itself in the making 
of the present step.
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How I Make 
As mentioned above in the section on impetus for 
my research on page 4, my practice sits between 
gold and silversmithing, and ceramics. In my making 
I predominantly use methods that apply to the 
manipulation of both metal and ceramic materials by 
hand. Awareness of the sense of touch, and allowing 
the materials to speak during the making process is 
central to my way of working. There are no detailed 
drawings or plans that might influence the intuitive 
making process.
In my creative process, I always begin with the material 
itself; in the case of this project malleable copper foil 
and mesh. As with other projects, there are no sketches 
or preconceived ideas as to how the end-product will 
look, in this case, the handles/knobs or any elements of 
them. I prepare my mind, but not with set visual images 
of what I will make. It’s more a calming of the mind, a 
gathering of attention, of being at one with the material.
I hold the subject, handles and knobs, at the back of 
my mind and my making begins intuitively. My hands 
respond to the nature of soft metal foil, mesh, or clay. 
These are materials that I can work with quickly and 
spontaneously while their inherent characteristics 
respond to the pressure of the hands. It is because I 
don’t work from plans or drawings that it is important 
for me to stay open to the possibilities that arise during 
the creative process. There is trust in the touch of the 
hands on the material. I want each material to show 
its own character in the creative process itself. I like 
working softly and quickly to see where it takes me. 
For example, the materials might want to fold in a 
certain way and my hands follow that path.
According to Jacob (Bass & Jacob 2004, p.166) art-
making involves, above all, acknowledging, trusting 
and valuing intuition as ‘the surfacing of an inner 
knowledge we may not have known we possessed’ and 
which is ‘the key to creation’. The depth of awareness 
directed at the process of making by the artist manifests 
as the quality of ‘presence’ the object itself commands. 
It is this special something that emanates from the 
object, often derived from its unfamiliarity, that drives 
us to penetrate more profoundly into the experience of 
reality where ‘the force of habit can be seen for what it 
is’ (Bass & Jacob pp.165 & 169).
As the research project progressed, I felt it was 
appropriate to add ceramic material, not only because 
of its inclusion in the hybrid mix, but also because of 
its quality of malleability. There is, for me, immediate 
satisfaction to be had from intuitive and spontaneous 
manipulation of thin metal and clay by hand. I hold, feel 
and listen to the materials and think about the subject 
and allow the hands to take over from my mind, and 
work quickly
For me, when making, prescriptive practices and the 
craving for control get in the way of the subtle, disguised 
messages from the material. In order to avoid this 
constriction, a process of opening up, revealing and 
unmasking the essence of the utility of the object can 
only be achieved through the intuitive, spontaneous 
process of making. In order to work this way I must 
work swiftly, leaving no time for thoughts to develop 
and interfere with the hands’ touch on the material.  At 
the end of a making session, I will have made many 
individual pieces or groups of pieces. Some will stand 
alone, others will become part of more complex forms, 
while others may be discarded. 
When making, I value and trust my intuition, echoing 
Mary Jane Jacob (Baas & Jacob, 2004 p.164) who 
proposes that in the artistic process to stay open to 
the shifting and emerging possibilities and resisting 
revision of reality to conform to previously held ideas 
and ossified habit patterns, effectively, paraphrasing 
an old Asian proverb, ‘trimming an eagle’s beak and 
talons to make it look like all the other chickens in the 
hen house’. I share with her the wonderment of the 
same ‘what-if’ attitude, the experimental: ‘let’s see what 
happens if I do this’ as an unrestrained improvisation.
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Page 40 & 41 
1. Ceramic pinched form with hand formed copper  
 mesh form
2. Porcelain coiled forms
1
1
1
1
1
1
1
1
5
4
5
5
6
5
2
2
2
2
2
2
2
2
6
6
6
3
3
3
3
3
3
7
7
7
4
4
4
8
9
8
8
9
Page 36 & 37
1. Materials – copper foil, copper mesh and stainless  
 steel mesh of various grades
2. Hand formed copper mesh and ceramic forms 2015
3. Hand formed stainless steel mesh 2015
Page 44 & 45 
1 - 4. 
 Hand formed porcelain rods 2015
5. Studio workbench 2015
6 & 7.  
 Laying out pieces 2015
8. Stainless steel mesh and porcelain 2015
9. Beginning to paint ceramic forms
Page 48 & 49 
1 & 2.  
 Watching paint dry
3. Painted ceramic form
Page 42 & 43 
1. & 2.  
 Hand building for a specific project:  
 Too Hot to Handle!  2015
3. Adding stain to porcelain clay 2015
4.  Hand built raku forms 2015
5 & 6.  
 Hand built forms of various dimensions 2015
Page 50 & 51 
1. Small enamelling kiln 2015
2. Interior of hot kiln 2015
3. Hybrid-mix applied to copper mesh before firing 2015
4 & 5.   
 Copper foil forms coated with one layer of white  
 vitreous enamel after firing 2015
6.  Hybrid-mix applied to pre-enamelled forms 2015
7.  Red vitreous enamel applied over hybrid-mix  
 surface 2015
8. As above after firing 2015
Page 38 & 39 
1. Hand formed and enamelled stainless steel mesh 2015
2. Forming copper foil in a dapping block 2015
3. Copper foil forms 2015
4. Hand formed stainless steel mesh 2014
5, 6, & 8. 
 Hand formed raku objects 2015 
7.  Raku pinched form with hand formed copper mesh  
 object 2015
9. Porcelain coils
Page 46 & 47 
1 & 2.  
 Painted coils
 Image List - Methodology: How I Make 57
142
53
6
Page 54 & 55 
1 & 2.   
 All pieces have a layer of hybrid-mix beneath  
 the coloured vitreous enamelled surface 2015
3. Object showing fired hybrid-mix before the application  
 of vitreous enamel 2015
4 & 5.  
 Note book containing details of firing hybrid-mix and  
 enamel, next   to completed objects 2015
6. Ceramic and enamelling materials 2015
Page 52 & 53 
1 - 3. 
 Copper foil enamel coated forms drying before   
 being fired 2015      
4. One of the above forms straight out of the kiln after  
 firing 2015
5 and 7.  
 Copper forms at various stages post-firing 2015
6 and 8.  
 Copper forms at various stages pre-firing 2015
1
2
3
4
5
6
7
8
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 Section Heading 61
Trialling Assemblages 
and the Importance  
of Colour
Ideas taking shape Colour
As ideas start to take shape and I begin to see where 
the work is heading, and only then, do reasoning, 
thinking, restraint and calculation come into play. When 
all of the pieces are laid out, decisions are made as 
to how they may come together, if at all. Some pieces 
are joined by slotting and sliding them together. Extra 
pieces are made as needed to facilitate this procedure. 
At this stage it may be necessary to use traditional 
forming tools, for example stakes, to create a specific 
shape. Similar pieces may be grouped together to form 
a body of work. Even then, the groups remain fluid. 
They can all be dismantled and reassembled. Parts 
of the groups may be reused as elements of another 
group. Some works exist in ‘clusters’ laid in rows on a 
flat surface. One group of objects will be presented to 
the viewer as an interactive body of work. The aim is to 
lure the viewer to handle and move the pieces, to touch 
and feel, to arouse the sense of touch.
By removing objects from their usual medium and 
utility I seek to gain some distance from which they 
can be looked at in a fresh way. These reinterpreted, 
non-functional forms will contain a visual memory of, 
or reference to, the function of the object. Throughout 
my making process I employ an intuitive, haptic sense 
favouring the sense of touch in the response to the 
metal or ceramic materials.  A discourse between 
materials and maker arises by responding to the 
inherent characteristics of those materials.
As outlined above, my heuristic approach involves 
exploring materials and reflecting on how the elements 
will sit well together. The third dimension is the use 
of colour. I reveal the presence of the commonplace 
object through reinterpretation into an abstracted 
form by invoking the emotional effect of colour in my 
work. I believe it is the colour combined with the hybrid 
materiality that brings the work alive. In my practice, 
my use of colour reflects and enhances the intuitive 
process of making the forms. 
My intention within my research is to steer towards 
joy, delight, intimacy and simplicity; enhancing and 
illuminating the form to draw the viewer into wanting 
to approach and handle the object. Colour has an 
important role to play in all of my work. It is used in 
the form of liquid vitreous enamel which I apply to the 
metal surfaces, and is subsequently fired in a small 
kiln. I usually choose to use colour to invoke joy and 
happiness. The colour can be applied by dipping or 
brushing. I enjoy and employ an intuitive, impetuous 
approach to the application of colour. My goal is not to 
make the surface look perfect; I aim to achieve a clash 
of colours, random brush strokes, colour upon colour, 
gloss to matt finishes. If necessary, I paint pre-fired 
ceramic pieces to achieve maximum colour impact. 
The outcome is usually vivid and joyful. My aim is to 
use colour as a lure to attract the viewer to want to 
touch or pick up the object and allow the opportunity 
to make the connection to re-educate the tactile sense. 
Important questions for me to consider during the 
making process will be how do size, proportion and 
volume affect the relationships between the colour of 
an object and its component dimensions? Colour, more 
than just being necessary, can contribute a challenging 
contextural aspect that is, in fact, indispensible to the 
completion of the piece. In the visual domain, colour is 
as important a material as the substrate. This body of 
research has allowed me to explore colour as a vitreous 
material. As stated in my second research question, I 
intend to explore how colour contributes to the structure 
of the object. Its vital structural element is as essential 
and irreplaceable to an object’s completion as the 
fourth leg of a chair is to the chair’s structural integrity. 
Has this solid colour, in the form of enamel with its 
experimental materiality and volume that binds and 
strengthens the work, also performed like a structural 
skin? How do I present the finished work to the viewer? 
How will the groupings, colour, proportions and height 
of the works work together? These are the kinds of 
questions I have asked myself during this research. 
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Page 66 & 67 
1 – 4.  
 Early trials of assemblages with unfinished objects 2015
Page 64 & 65 
1 – 3.   
 Early trials of assemblages with unfinished objects 2015
Page 70 & 71 
1 – 3.  
 Trialling assemblages with bisque fired ceramics  
 and enameled copper mesh pieces 2015
4& 5.   
 Early trials with a mirrored surface behind the  
 objects 2015
Page 74 & 75 
1 & 2.  
 Get a grip! Trialling assemblages of finished and  
 part finished objects 2015
3 & 4  
 Get a Grip! Trialling assemblages on a mirrored surface  
 2015
Page 76 & 77 
1 & 2.  
 Get a Grip! Trialling assemblages of finished and part  
 finished objects on a mirrored surface 2015
Page 72 & 73 
1 – 7.  
 Get a Grip! Trialling assemblages of finished objects  
 2015
Page 68 & 69 
1 & 2. 
 Trialling assemblages with bisque fired ceramics  
 and enamelled copper mesh objects 2015
1
1
2
2
3 4
5
6
7
Page 78 & 79
1 – 3.  
 Trialling assemblages on a mirrored surface 2015
4.  Packing up 2015
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1 1
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43
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Page 84 & 85 
1 – 4.  
 What’s Your Handle? Trialling assemblages 2015
Page 80 & 81 
1 – 3  
 Too Hot to Handle! Trialling assemblages and checking       
 component parts 2015
Page 82 & 83
1 – 5  
 Too Hot to Handle! Trialling how pieces can fit together  
 2015 
1 2 3
4
5
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New Material Trials
In this section, I will now overview how I came to 
create the new hybrid mix, the vitreous enamel and 
ceramic. The reason I did this was to explore how the 
mix of coloured vitreous enamels and ceramic material 
contributes to the construction of hand-formed metal or 
ceramic objects that remind the viewer of the common 
objects I wish to draw attention to. Each individual 
element I make is either metal or ceramic. The different 
parts are brought together when I build an assemblage. 
I have explored the possibility of developing a hybrid 
form of vitreous substance, which crosses the 
boundaries of vitreous enamel and ceramic materials, 
to create a dynamic surface structure and treatment. 
Here I am building on the work of Elizabeth Turrell’s 
workshop 2013, where I learned that it was possible to 
combine ceramic slip with another vitreous material, for 
example, flux, to create a matt finish on an enamelled 
surface. I will refer to five trials (A-E) but only the first 
one is relevant to this project. 
A major focus of my project relates to whether or not 
the hybrid-mix, a combination of vitreous enamel and 
porcelain slip, fired onto a metal substrate results in a 
successful surface treatment. In many of my pieces, 
on the metal substrate beneath layers of colour, lies 
the hybrid mix, which has been applied in both thin 
and thick layers sometimes over a thin layer of vitreous 
enamel. A cross between enamel and slip, the hybrid-
mix creates an ambiguous surface texture, which 
questions its provenance. 
Trial A: multiple trials that resulted in new directions of 
choice of materials 
In order to achieve this hybrid substance I conducted 
a series of technical explorations to investigate and 
test the compatibility of a variety of ceramic bodies 
(such as earthenware, stoneware and porcelain) in slip 
form, combined with ceramic materials and vitreous 
enamels applied to a thin, textured metal substrate, and 
subsequently fired in a small kiln. I began the inquiry 
by using very thin copper sheet and foil, plus liquid 
enamel, materials familiar to me, before introducing and 
exploring other metal, such as copper and stainless 
steel mesh, as well as ceramic painting substances. All 
technical data was methodically documented, analysed 
and reviewed. A detailed account of these explorations 
is included in Appendix, in chart form see pages 
158 to 200  
Findings and Conclusions 
The following findings and conclusions have been 
drawn.
The hybrid-mix 
 · always has a matt finish
 ·  is most stable when a thin layer of enamel   
    is fired on top of it
 ·  can crack if applied too thickly
 ·  can strengthen metal mesh surfaces
 ·  can dilute colour intensity
 ·  has an ambiguous appearance
Trial B: test fire hybrid mix on a clay substrate
 · Firing the hybrid-mix on a ceramic surface at  
 high temperature subsequently melted it into  
 the clay body. Further testing of these   
 materials was abandoned
The following trials, although not directly relevant to 
my project, but arose from the project, demonstrate my 
thoroughness of exploration of materiality. 
Trial C: test fire four types of porcelain bodies embedded 
in stainless steel mesh
The clay was rubbed into two grades of stainless steel 
mesh and fired to maturity in a kiln.
 · In all instances the clay remained embedded in  
 the metal substrate, however, the substrate   
 became brittle.
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Trial D: test fire copper mesh embedded in Cool Ice 
porcelain
A small square of medium gauge copper mesh was 
embedded into a Cool Ice porcelain substrate and 
subsequently fired in three stages, until the mesh just 
reached melting point at 1100 degrees Celsius.
 · After the first firing the mesh oxidised but   
 held its shape 
 · The second firing revealed a slight slumping of  
 the mesh
 · The final firing at 1100 degrees Celsius to mature  
 the clay, resulted in the mesh slumping further and  
 melting slightly onto the clay substrate.
This work will be explored further in future creative 
projects. 
Trial E: test fire stainless steel mesh embedded in Cool 
Ice porcelain 
 · The procedure followed in Test D was repeated  
 using stainless steel mesh in place of copper mesh.
Apart from oxidising the metal, this resulted in no 
physical change to that material, due to steel’s higher 
melting temperature than copper.
It may or may not be used in my work in the future. 
Trial D: test fire copper mesh embedded 
in Cool Ice porcelain - stages 1, 2,3
Trial D and E: test fire copper and 
steel mesh embedded in Cool Ice 
porcelain - before firing
Trial D: test fire copper mesh 
embedded in Cool Ice porcelain - 
after firing
Trial E: test fire stainless steel mesh 
embedded in Cool Ice porcelain  - 
after firing
Trial C: test fire four types of porcelain 
bodies embedded in stainless steel 
mesh
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Get a Grip!
Too Hot To Handle!
What’s Your Handle?
My bodies of work are built up from many small parts 
made by hand during material explorations into metal 
foil and mesh, and ceramic material. The hybrid-mix 
has been applied to some of the metal parts and 
then enamelled. Most of the ceramic components 
have been painted. The assemblages are not always 
fixed. The work can look deceptively simple. It has a 
crudeness, a delicate fragility. It’s about materiality and 
colour. The assemblages are the crux of my work, yet 
the assemblages can be variable and in a state of flux. 
For example, the purpose of Get a Grip! Is to facilitate 
the viewer to interact with the work, to pick up and 
reassemble the components into a configuration of his 
or her own choosing.  
In relation to considering bodies of work and 
presentation I refer to Jacob who philosophises on the 
work to be viewed, and the viewer. 
It is art’s quality of presence that draws us in, 
commanding our attention and inspiring us to look 
more deeply. The viewer’s response to a work’s 
presence is sometimes dependent on the work’s 
familiarity, its resonance with our own experience. Yet 
it is also at times its unfamiliarity that has the most 
profound impact on our experience.
(Bass & Jacob 2004, p.167) 
The quality of the artwork’s presence may draw the 
viewer to look and think more deeply. My aim is to 
affect the viewer, to draw them in to touch, or not to 
touch and to ponder on the common object. 
An important aspect of this body of research is how 
to present the works for exhibition/examination. I have 
considered and tested some possibilities.
Bodies of Work 101
‘Get a Grip!’ is an invitation to the viewer for interaction 
with this work. A mixture of metal and ceramic pieces 
will be casually placed on a table as if someone has 
just walked away after manipulating them. Colour and 
texture are used to attract the viewer to participate. The 
aim is to make the tactile recognition as the object is 
picked up; to break through the visual and allow the 
tactile to do its job. Are people able to cut through the 
visual to make the connection? This is the question; 
this is the aim. The subtext is to lure the viewer to touch 
it, to allow the opportunity to make the connection to 
re-educate the tactile sense.
When presenting this particular body of work to the 
viewer, the individual pieces will need to be spread out 
across a large enough flat surface, at a suitable height 
for ease of access to the work, for up to perhaps four 
viewers at a time. I have tested the use of a mirrored 
surface to stand the pieces on. This adds another 
dimension to the experience, and allows the viewer to 
see the coloured underside of each piece. However, 
another consideration is will it distract the viewer by 
shifting the emphasis from using the sense of touch 
to using the sense of sight? Will it weaken the aim of 
the work, which is for the viewer to make the tactile 
connection when touching and moving the pieces?
Get a Grip!
Bodies of Work 103
Bodies of Work 105
Bodies of Work 107
Too Hot to Handle!’, or could this be called ‘Too Hurt to 
Handle’?, consists of groups of small metal and ceramic 
objects, slotted to together to create six separate 
entities. The parts are not fixed in place permanently, 
and it is clear that they will move when touched. Strong 
colours are used to attract the viewer to look more 
closely and be tempted to touch, however the title of 
the work is intended to act as a warning to beware. 
Although the work may appear to be presented as a 
group of colourful toys for small children, the coarsely 
finished metal edges which can prick and scratch the 
skin would make it an unpleasant experience.
Because of the ambiguity of materiality it is not obvious 
to someone unfamiliar with enamel or ceramics which 
parts have received the hybrid-mix. 
The many circular components of this body of work, 
suggest to me that it might be fitting to repeat this 
form as a circular or semi-circular surface for display. 
The objects are small in size and will therefore need to 
be at, or above waist height to be seen to advantage. 
The use of any additional colour will be carefully 
considered in the presentation of this work.
Too Hot to Handle!
Bodies of Work 109
Bodies of Work 111
Bodies of Work 113
Bodies of Work 115
‘What’s Your Handle?’ This work consists of more 
than one hundred and thirty white ceramic ‘spindles’ 
and thirty three red, enamel over hybrid-mix, copper 
foil ‘knobs’. The spindles are loosely grouped together 
in a single pile. The knobs form a group separate from, 
but close to, the spindles. The title, in the form of a 
question, aims to prompt the viewer to reflect on the 
appearance or construction of handles that they use in 
their daily lives. 
The most important thing to consider in the presentation 
of this work is the colour of the surface beneath these 
two clusters. The next important thing to think about 
is the height above the floor. These two decisions 
are paramount to what makes this work come alive. 
My vision is to trial yellow beneath the white ceramic, 
and green beneath the red metal. 
All of the artworks will be displayed as groups of like 
objects, or clusters of individual pieces. Colour, form or 
texture will provide the link between them. 
What’s Your Handle?
Bodies of Work 117
Image List - Bodies of Work 119
1 11
1
1
1
1
2
2
2
31
42
Page 102 & 103 
1 - 4
 Trialling Get a Grip! on a mirrored surface.
Page 101 
1. Trialling Get a Grip! on a mirrored surface.
Page 107 
1. Too Hot To Handle! body of work
Page 110 & 111 
1 & 2 
 Too Hot To Handle! body of work
Page 112 &113 
1 & 2 
 Too Hot To Handle! body of work
Page 108 & 109 
1 & 2 
 Too Hot To Handle! body of work
Page 104 & 105 
1. Trialling Get a Grip! on a mirrored surface.
1 2
Page 115
1. What’s Your Handle? trialling assemblages
Page 116 & 117
1 & 2 
 What’s Your Handle? trialling assemblages
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Bodies of Work: Testing for Exhibition 123
Bodies of Work: Testing for Exhibition 125
Bodies of Work: Testing for Exhibition 127
Image List - Testing for Exhibition 129
1 1 2
1
6
2
5
63
74
4
Page 122 & 123 
1 - 4 
 Cutting paper and considering colours for layout size  
 and shapes
5 - 7 
 Testing sizes and arrangements of shapes such as semi  
 circles, rectangles and squares for exhibition table tops
Page 126 & 127 
1 - 2 
 Laying out What’s Your Handle? on coloured   
 backgrounds. Also testing for size of background.
Page 124 & 125 
1 - 6
 Setting up Too Hot to Handle! on semi-circular paper  
 shapes on the gallery floor, testing for layout and size.
5
2
3
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When I began this body of research my intention was 
to use ceramic material, solely in slip form, as an 
ingredient in the development of the hybrid-mix. I had 
not considered using it as a material in its own right to 
make objects. I was used to working with metal; that was 
my preferred material. Being aware that ceramics was 
a traditional material used to make knobs and handles 
did not influence me to use it either. The characteristics 
of clay that draw me to it is the way my hands respond 
immediately to its coolness, its malleability and its 
ability to completely capture my attention. It was as if I 
had found an equivalent material to the copper foil and 
copper mesh that I always worked with. I can work with 
it directly with my hands, without tools.
The inclusion of clay opened up more possibilities 
for me to explore the sense of touch in my work by 
increasing the range of textures that I would have 
access to. Not only was I interested in the way thin 
metal and clay distorted under heat, but also the way 
they complemented each other when joined together. 
Rather than use ceramic glazes, which would open 
up another area that I would not have time to explore 
thoroughly in this project, I chose to use stains 
mixed with a painting medium. This gave me access 
to a range of brighter, more vivid colours to apply to 
the ceramic objects. These paint colours, as well as 
the coloured enamel on metal, are used to draw the 
viewers’ attention to the objects, to encourage them to 
want to pick up, hold and feel the objects, to reconnect 
with the sense of touch. I also used the same stains 
to pre-colour porcelain prior to the making a small 
number of pieces. However, this process proved too 
time-consuming and less successful than painting with 
stains. Choosing and mixing the colours has been an 
area of great enjoyment for me.
A major focus of this research project has been the 
hybrid-mix. A mixture of porcelain slip and vitreous 
enamel, it can be brushed on in the form of a thin 
mixture up to a much thicker mix, almost like a paste. 
The results, after firing, vary according to the thickness 
of the mixture. Also, the thicker the mix the more 
easily recognisable it is as an alternative material on 
the finished piece. The hybrid-mix attaches itself more 
securely to metal mesh than it does to a smooth metal 
substrate. In addition it also has a better appearance if 
a layer of vitreous enamel is applied over it. 
Conclusion 
Through using the above methods, and incorporating 
the theoretical and contextual concerns, I have 
produced a body of work that extends the traditions of 
both gold and silversmithing and ceramics with my use 
of the hybrid-mix. 
As referred to on page 29 in the section on broader 
research, Professor MJ Jacob characterises artists 
as staying open to what they don’t know and avoiding 
preconceptions about what their work should look 
like, just as John Chamberlain did in his own body of 
work by waiting, looking and listening to the materials. 
If viewers can approach my work in a similar vein, it may 
open them to the possibility of re-entering the world of 
everyday objects in a new way, bringing them back to 
the present moment – the moment of discovery.
My aim always was to draw everyday objects back into 
the viewer’s consciousness employing the little-used 
route, in modern society, of touch. By incorporating 
the as-yet unfamiliar hybrid-mix and colour as a lure I 
believe I have come closer to achieving this goal.
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Page 15 Jessica Turrell
 Hollow form series 2010
 Brooches
 Electroformed copper, vitreous enamel,  
 silver
 4 x 3 x 1cm
 Elizabeth Turrell
 Cross  
 Brooch
 Enamel, steel
 5 x 5 x 0.95 cm
Page 17 Christine Graf
 No Return, 2011
 Brooch
 Copper mesh, gold, silver, enamel,  
 stainless steel
 Dimensions not specified
 Anna Maria Zanella
 Brooch 2006
 Sterling silver, pigment, enamel
 3.81 x 3.81 x 2.54 cm
Page 21 John Chamberlain
 Super Tit 1964
 Painted metal-flaked and  
 chromium-plated steel
 91.4 x 96.5 x 66 cm
 Collection of Peter Morton.
 © 2012 John Chamberlain
 Artists Rights Society (ARS) New York
 Photo: Joshua White
Page 23 Gabriel Orozco
 Asterisms 2012
 Installation
 Found objects
 Dimensions variable
 Judy Pfaff
 N.Y.C./B.Q.E 1987
 Installation,
 Painted steel, plastic laminates, fiberglass,  
 wood, paint, lawn  
 Furniture and awnings
 457 x 1066 x 274 cm
Page 24 Josef Albers
 Homage to the Square: Glow 1966  
 Oil on Masonite
 61 x 61 cm
Page 25 Helio Oiticica
 B11 Box Bolide 09 1964
 Wood, glass and pigment
 49.8 x 50 x 34 cm 
 Collection of the Tate Gallery, London
Pages 28 & 29 Anna Maria Maiolino
 Here and there 2012
 Multimedia installation
 2000kg of modelling clay
 (inside the house) with bird songs
Page 36 & 37 Studio shots 2015
 Examples of materials 
 copper foil, copper mesh,stainless steel mesh 
 Studio shot 2015
 Hand formed objects
 Copper mesh, ceramics, stainless steel mesh
 Dimensions variable 
Page 38 & 39 Studio shots 2014, 2015
 Works in progress 
 copper foil, stainless steel mesh, raku clay,  
 porcelain 
List of Illustrations  Helen Carnac
 On The Line 
 One of twenty pieces
 Card, wire, enamel, found objects
 Dimensions not specified
Page 19 Nicolas Cheng and Beatrice Brovia
 Standard to Value 2011
 Various materials
 0.75 x 12 x 0.75 cm
 Noon Passama
 Knobs 2010
 Brooches
  Fur, leather, glass beads
 Dimensions not specified
 Photo: DAN/NAD
Page 20 Katherine Wheeler
 Teaset 2012
 Metal, porcelain, paint, thread
 Dimensions variable
Pages 40 & 41 Studio shots 2015
 Works in progress
 Raku clay, porcelain, copper mesh 
Pages 42 & 43 Studio shots 2015
 Works in progress
 Raku and porcelain clay, stains 
Pages 44 & 45 Studio shots 2015
 Works in progress
 Ceramic, copper mesh, stainless steel mesh
Pages 46 Get a Grip! 2015
 Three objects (detail)
 Ceramic, paint
 Dimensions variable
 Photo: Ruby Aitchison
Page 47 Get a Grip! 2015
 Three objects (detail)
 Ceramic, paint
 Dimensions variable
 Photo: Ruby Aitchison
Pages 48 & 49 Studio Shots 2015
 Works in progress
 Ceramic, paint
Pages 50 and 51 Studio shots 2015
 Works in progress
 Enamel, hybrid-mix, copper foil
Page 52 & 53 Studio shots 2015
 Works in progress
 Enamel 
Page 54 & 55 Studio shots 2015
 Works in progress
 Enamel, hybrid-mix
Pages 64, 65, 66, 67
 Early works in progress 2015
 Copper mesh, clay, enamel
 Photos: Ruby Aitchison
Pages 68, 69, 70 Works in progress 2015
 Copper mesh, enamel, ceramic
Pages 71 Works in progress 2015
 Copper mesh, enamel, ceramic
Pages 72, 73, 74 Studio shots
 Get a Grip! 2015
 Copper foil, copper mesh, ceramic, enamel,  
 hybrid-mix
Page 75 - 79 Studio shots
 Get a grip! 2015 
 Copper foil, copper mesh, enamel, hybrid-mix
 Photos: Ruby Aitchison
Pages 80 – 83 Studio shots
 Too Hot to Handle! 2015
 Copper foil, copper mesh, stainless steel  
 mesh, hybrid-mix, vitreous enamel,   
 ceramic, paint 
Pages 84 What’s Your Handle? 2015
 Copper foil, hybrid-mix, vitreous enamel,  
 porcelain
 Dimensions variable
 Photo: Marc Morel
Page 85 What’s Your Handle? 2015
 Copper foil, hybrid-mix, vitreous enamel,  
 porcelain
 Photos: Marc Morel (two completed works)
 Dimensions variable
Page 85 What’s Your Handle? 2015
 Work in progress
 Copper foil, hybrid-mix, vitreous enamel,  
 porcelain
 Dimensions variable
Page 94 & 95 Test Trials 2015
 Copper mesh, stainless steel mesh,   
 porcelain
 Dimensions variable
Page 101 Get a Grip! 2015
 Copper mesh, copper foil, hybrid-mix,  
 vitreous enamel, ceramic, Paint
 Dimensions variable
 Photo: Ruby Aitchison
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Page 102 & 103 Get a Grip! 2015
 Copper mesh, copper foil, hybrid-mix,  
 vitreous enamel, Ceramic, paint
 Dimensions variable
 Photos: Marc Morel
Page 104 & 105 Get a Grip! 2015
 Copper mesh, copper foil, hybrid-mix,  
 vitreous enamel, Ceramic, paint
 Dimensions variable
 Photos: Marc Morel
Page 107 Too Hot to Handle! 2015
 Object
 One of six pieces
 Copper mesh, vitreous enamel, Hybrid-mix,  
 porcelain, paint
 9.5 x 13 x 8.5 cm 
 Photos: Marc Morel
Page 108 Too Hot to Handle! 2015
 Object
 One of six pieces
 Copper mesh, copper foil, Stainless steel  
 mesh, vitreous enamel, Hybrid-mix,   
 porcelain, paint
 29 x 41 x 7.5 cm
 Photo: Marc morel
Page 109 Too Hot to Handle! 2015
 Object
 One of six pieces
 Copper mesh, copper foil, Stainless steel  
 mesh, vitreous enamel, Hybrid-mix,   
 porcelain, paint
 27 x 24 x 6 cm
Page 110 Too Hot to Handle! 2015
 Object
 One of six pieces
 Copper mesh, vitreous enamel, 
 Hybrid-mix, porcelain, paint
 13 x 7.5 x 6 cm
 Photos: Marc Morel
Page 111 Too Hot to Handle! 2015
 Object
 (detail)
 One of six pieces
 Copper mesh, copper foil, vitreous
 enamel, hybrid-mix, porcelain, paint,
 7.7 x 15.5 x 7 cm
 Photos: Marc Morel
Page 112 & 113 Too Hot to Handle! 2015
 Object
 One of six pieces (two views)
 Copper mesh, copper foil, vitreous enamel, 
 Hybrid-mix, porcelain, paint
 9 x 21 x 10 cm
 Photos: Marc Morel
Page 115 What’s Your Handle? 2015
 Assemblage
 Porcelain, copper foil, hybrid-mix,  
 vitreous enamel
 Dimensions variable
Page 116 What’s Your Handle? 2015
 Assemblage
 Porcelain
 Dimensions variable
Page 117 What’s Your Handle? 2015
 Assemblage
 Copper foil, hybrid-mix, vitreous enamel
 Dimensions variable
Page 122 & 123 Gallery shots
 Testing for exhibition
 Photo: Ruby Aitchison
Page 124 & 125 Gallery shots
 Testing layout for Too Hot to Handle!
 Photo: Ruby Aitchison
Page 126 & 127 Gallery shots
 Testing layout for What’s Your Handle? 
 Photo: Ruby Aitchison
Uncredited images of the artist’s work were taken by 
the artist
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Born in Melbourne
Education
2014/15 MFA (Research) RMIT
2013 BA (Fine Art), Honours Gold and   
 Silversmithing RMIT
2011 BA (Fine Art) RMIT
2006 Advanced Diploma of Engineering   
 Technology (Jewellery) NMIT
Group  Exhibitions
2015 Wondernamel, First Site Gallery, RMIT
 Danger; Research in Progress, Kaleide  
 Theatre, Melbourne
2014 Wondernamel, First Site Gallery, RMIT
 Azimuth, School of Art Gallery, RMIT
2013 Just Add Heat, First Site Gallery, Melbourne
 Contemporary Australian Silver and   
 Metalsmith Award, Bendigo Art Gallery
 JMGA Graduate Metal 13, Brisbane
 Wondernamel, First Site Gallery, Melbourne
2012 Marzee International Graduate Show,   
 Nijmegen, Netherlands
 Hatched, National Graduate Show,  
 Perth Institute of Contemporary Arts
 Wondernamel, First Site Gallery, Melbourne
2011 Craft Fresh!, Graduate Exhibition,  
 Craft Victoria, Melbourne
 It Was Like a Fever, No Vacancy, Melbourne
 Wondernamel, First Site Gallery, Melbourne
 Contemporary Australian Silver and   
 Metalwork, 11th Biennial Leviny,   
 Commemorative Silver Exhibition,  
 Buda Historic Home, Castlemaine
2010 Got a Nice Ring to it, First Site Gallery,  
 Melbourne
2009 Found in Translation, School of Art Gallery,  
 RMIT
2007 Contemporary Australian Silver and   
 Metalwork, 9th Leviny
 Commemorative Silver Exhibition,  
 Buda Historic Home, Castlemaine
2006 Multifaceted, The Artery, Fitzroy
Curriculum Vitae 
Awards
2011 Overall winner, Craft Victoria Fresh! Award
 Don Begbie Award for excellence in Gold  
 and Silversmithing
 Screaming Pixel professional photography  
 Award
Collections
 W.E. McMillan Collection, RMIT, Melbourne
Masterclass Workshops attended at RMIT
2016 Ceramic Wearables, Peter Hoogeboom
2015 Feed Me!, David Clarke
 Mirror Mirror on the Wall, Jiro Kamata
 holes – edges – transitions, Peter Bauhuis
2014 Insznierung, David Beilander
 If you were a Bowerbird – the art of seduction,  
 Lucy Sarneel
 Surface in depth, Stefano Marchetti
2013 Enamel Surfaces – add and subtract,   
 Elizabeth Turrell
 Making It…..object design for jewellers,  
 Julie Blyfield
2012 Not Knowing, Not Wanting, Just Playing,  
 Doris Betz
2011 How to make a Ripsnorter, David Beilander
 I _ Workshops! (or, the thrills and pangs of  
 user participation), Ben Lignel
 Longings and Belongings,  
 Manon van Kouswijk
2010 The Art of Enamelling, Linda Darty
 Where Do I Come From, Helen Britton
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ITEM# IMAGE DATE SUBSTRATE LAYER/ACTION KILN TEMP C° / 
TIME Secs 
RESULT 
1 to 4  16.06.14 Cu Foil 1x 533 1 843/60 Glossy, smooth, some 
‘patches’ 
1 to 4  
 
 
16.06.14  769 (thinnish) dipped one end 1 843/60 As above. Yellow has white 
speckled appearance 
1  17.06.14  Slip-mix #1 brushed along one edge 1 843/60 Slip mix stays matt, doesn’t 
rub off 
2         “  Slip-mix #2 brushed along one edge 1        “          “                            “ 
3         “  Slip-mix #3 brushed along one edge 1        “          “                             “ 
4         “  Slip-mix #4 brushed alog one edge 1         “          “                             “ 
1 to 4  
 
 
 
 
 
 
 
       “  Ceramic (china) painting colours – 
blue, tangerine, orange, green, 
lavender – brushed over 
 
 
 
 
 
 
1         “ China paints very pastel, 
matt, underfired, dusty to 
touch 
1 to 4  
 
       “  Re-fire  843/65 Paint still a little under-
fired.  
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ITEM
# 
IMAGE DATE SUBSTRATE LAYER/ACTION KILN TEMP C° / 
TIME Sec 
RESULT 
5 to 
7 
 
 
 
 
Images above are pre & post firing 
18.06.14 Cu mesh  
#30, #40, #50  
 
1x 533 dipped half way 
 
 
 
 
 
 
 
 
 
 
 
1 843/60 Glossy to semi-gloss, lacey 
appearance 
5  
 
 
 
 
 
 
 
 
 
 
       “ 30 cu mesh Slip-mix #1 brushed on remaining 
half 
1 843/65 Stable, matt finish 
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6  
 
 
 
 
 
 
 
 
       “ 40 cu mesh Slip-mix #2 brushed on remaining 
half 
1 843/70                “ 
7  
 
 
 
 
 
 
 
 
 
       “ 50 cu mesh Slip-mix #3 brushed on remaining 
half 
1 843/70  
               “ 
5 to 
7 
 
 
  
 
 
 
 
 
 
 
 
Left below: pre firing 
 
Right below: post firing 
 
 
 
 
 
 
       “ #30 #40 #5 Further layer of slip-mix #1, 2, 3, 
applied respectively as before 
 
 
 
 
 
 
 
 
 
1 narrow strip of 769 liquid enamel 
applied to all samples. These 2 
layers fired together. 
 
 
1 
 
 
 
 
 
 
 
 
 
 
1 
843/ approx. 
65 
Enamel is glossy 
Ceramic-mix mix stable, 
matt finish 
Mesh has appearance of 
fabric 
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ITEM
# 
IMAGE DATE SUBSTRATE LAYER/ACTION KILN TEMP C° / 
TIME Secs 
RESULT 
8 to 
10 
 
 
19.06.14 Cu mesh 
#30, 40, 50 
1x 533, dipped 1 843/65 Glossy, smooth, some 
‘patches’ 
   “       “         “ Painted with #4 slip-mix 1 843/70 Pale, thin, matt - satin 
8 
 
 
 
 
 
 
     “ 30 mesh Yellow crayon applied    
9  
 
 
     “ 40   “ Brushed with stain 1 843/60 Blue remained purple 
10 
 
     “ 50   “               “ 1 843/60 Colour has become streaky 
 
8,9, 
10 
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ITEM# IMAGE DATE SUBSTRATE LAYER/ACTION KILN TEMP C° / 
TIME Secs 
RESULT 
11 to 14  
 
19.06.14 Cu Foil All brushed with #1 to 4 ceramic mix 
respectively 
1 843/65-70 All a little flakey 
11 to 14  30.06.14  Removed most loose ceramic mix by 
hand.  
 
 
  Metal on 11 &12 now soft as 
ceramic layer was thin. 
13 &14 stronger, thicker 
ceramic mix adhered better. 
11 & 12  
 
       “  Brushed with #4 +769 exterior. 
Ceramic mix remained inside 
   “          “ Exterior layer looks very 
thin. Interior flakey. 
11 & 12 
 
 
        “  Brushed with #4 New Mix 
(2 d/spoons added to #4 slip-mix + 2 
d/spoons 769) 
    “ 843/65  
Stronger, but matt colour 
bad. 
13 &14 
 
       “  Brushed on #4 New Mix (over 
ceramic mix #4 without 769) 
     “           “ Good coverage, good matt, 
but bad colour 
 
11 to 14 
 
pre & post firing 
 
     * Ceramic slip colour 
dominates the enamel 
colour. I will experiment with 
stains, perhaps try 15% 
stain with slip. 
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ITEM IMAGE DATE SUBSTRATE LAYER/ACTION KILN TEMP C° / 
TIME Secs 
RESULT 
15 to 19 
 
 
pre & post firing 
 
 
02.07.14 Cu mesh, 
formed over 
stake 
Slip-mix #1, dipped 1 843/70 Even, stable. 
15 
 
 
 
 
       “  Applied with brush: 4 colours – stains 
mixed with frit and water –blue, 
yellow/blue, yellow/turquoise, grey 
1 843/60 Good, clear, matt, stable 
colours 
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16  02.07.14 Cu foil, lightly 
formed over 
stake 
Slip-mix #1, dipped 1 843/70 fragile 
16         “  Applied by brush, stains mixed with 
water 
1           “ Surface flakey, colour 
unchanged 
16  
 
 
       “  Added frit to stain/water mix, brushed 
on 
1 843/60 Hole developed in thin foil. 
Extremely fragile, 
disintegrating. Colour 
developed a little more, 
although blue still remained 
purple.  
17  02.07.14 Cu mesh, 
formed over 
stake 
Slip-mix #2, dipped 1 843/70 Good coverage, even, 
stable. Edges of mesh 
slightly flexible, but holding 
slip-mix well. 
 
16 & 17 
 
 
 
 
 
      
17 
 
 
 
 
 
 
 
 
        “  Stains mixed with frit and water, 
painted over 
1 843/65 All colours except black are 
clear, stable and matt. 
Black is still dusty and rubs 
off easily. 
 
18  04.07.14 Cu foil, lightly 
formed over 
stake. 
Slip-mix #2, dipped 1 843/65 Grey and a little 
dusty/unstable. 
18  
 
 
 
 
 
       “    Refired 843/70 Part of foil fell away after 
2nd firing. Colour 
unchanged, grey still dusty. 
Too fragile to take any 
further experimentation. 
Completely disintegrated. 
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15 & 19 
 
 
Pre firing colours 
 
 
 
Post firing colours 
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ITEM IMAGE DATE SUBSTRATE LAYER/ACTION KILN TEMP C° / 
TIME Secs 
RESULT 
19  03.07.14 Cu foil, 
textured 
Applied slip-mix #1 to right side of 
front and back and slip-mix #2 to left 
side of front and back 
1 843/70 Very flakey. Removed 
excess flakey material 
(most of surface). 
19  
 
 
       “  Dipped in 533, thinnish 1 843/70 Still a little unstable 
beneath enamel where 
ceramic mix is. 
19  
 
 
 
       “  Painted with stain/water mix(no frit) 1 843/65 Colours ok, although blue is 
still purple/underfired, and 
matt where thick, semi-
gloss where thinly applied. 
19  
 
 
 
 
       “  On reverse side: apply same colours 
mixed with frit first 
1 843/60 Much better colours true to 
name. Semi gloss over 
enameled areas, matt over 
ceramic mix. 
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ITEM IMAGE 
 
DATE SUBSTRATE 
 
LAYER/ACTION KILN 
 
TEMP C° / 
TIME Secs 
RESULT                                                                                             
20 - 23 
 
 
 
 
 
 
 
 
07.07.14 Copper foil Paint one side of each with slip-
mixes 5 to 8 (a different mix for each 
sheet). 
Fold in half with slip-mix inside. 
Paint outside of each piece with one 
coat of the slip-mix. Dry on top of 
kiln. 
1 843/65 Some minor flaking #8 
inside. 
NO rubbing off. 
Slip on the inside gives 
added strength 
20 - 23  
 
 
 
 
07.07.14  All pieces brushed lightly both sides 
with 533 (thin) 
1 843/60 Flakey in parts. Some 
darker areas where 
coverage is thinner. Some 
areas glossy, others matt. 
Crazing/cracking appeared 
in slip-mix layer. 
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20 
 
 
 
10.07.14  Stains: 
14H200 orange 
14T250 grey 
CT1301 yellow 
Overglaze: 
OC195 turquoise 
All mixed with frit and water. Painted 
on.  
1 843/60 Orange is glossy over 533 
enamel. 
Other stains and overglaze 
are mainly matt. Too thick? 
21 
 
 
 
 
10.07.14  Mixed: 
CT1301 (stain) with a tiny pinch of 
OC195 (overglaze) plus frit, water = 
green 
Mixed: 
OC-95 with a very small amount of 
907-E (both overglazes) frit, water = 
pink 
Stains:  
14T158 blue/grey 
CT1301 yellow 
Overglaze: 
OC-95 
 
 
 
1 843/60 Pink and grey are both 
gluggy looking, and glossy 
over 533. 
Green and yellow are matt 
to glossy over 533. 
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ITEM IMAGE DATE SUBSTRATE LAYER/ACTION KILN TEMP C° / 
TIME Secs 
RESULTS 
22  10.07.14  #1 slip-mix brushed lightly one side.  1 843/60 Matt to gloss. 
22  10.07.14  #1 slip-mix brushed over all of 
reverse side. 
1 843/60 Matt all over 
22 
 
 
14.07.14  Stains: 
14H200 orange 
13K5063 khaki 
USO96 vitra blue 
14L114 dark blue 
Overglaze: 
 Pink as used on item 21 
1 843/60 Surface crazing over slip-
mix with or without colour. 
All stains have stable, true 
to name colour finish, matt 
or gloss depends on 
enamel or slip-mix 
underneath. 
Pink appears too thick 
gloss. 
23  
 
14.07.14  #2 slip-mix brushed lightly over 
obverse side. 
1 843/60 Gloss and matt areas. 
23  14.07.14  #2 slip-mix brushed over all of 
reverse side. 
1 843/60 Matt all over, peeling back 
in parts. 
23 
 
 
14.07.14  Stains: 
14H200 orange 
13K5063 khaki 
USO96 vitra blue 
14L114 dark blue 
Overglaze: 
Pink as used on item 21 
1 843/60 A small area of surface 
crazing.  
Stains are true to colour 
finish. 
Pink is too thick gloss. 
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ITEM IMAGE DATE SUBSTRATE LAYER/ACTION KILN TEMP C° / 
TIME Secs 
RESULT 
24 to 
27  
 07.07.14 Cu foil, textured 
with lines drawn 
with a wooden 
tool 
Folded in half    
24  07.07.14  #5 slip-mix brushed on front and 
back only, not inside fold 
1 843/65 Very fragile 
25  07.07.14  #6 slip-mix brushed on front and 
back only, not inside fold 
1      “       “                          
 Too-thin areas rub off  
26  07.07.14  #7 slip-mix brushed on front and 
back only, not inside fold 
1      “       “  
27  07.07.14  #8 slip-mix brushed on front and 
back only, not inside fold 
1      “        “                           
Too-thin areas rub off 
24 to 
27 
 
 
 
 
 
 
 
 
14.07.14  533 brushed over front and back 1 843/60 Strengthened and 
stabilized surface. Gloss 
finish. 
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ITEM IMAGE DATE SUBSTRATE LAYER/ACTION KILN TEMP C° / 
TIME Secs 
RESULT 
28  
 
 
 
 
16.07.14 Fine woven 
steel mesh, 
folded to create 
movement and 
depth. 
#2 slip-mix painted on both sides. 1 843/70 Stable matt finish even on 
flexible areas. 
 
28 
 
16.07.14  Wax enamel crayons and yellow stain 
applied to front surface. 
 
 
 
 
 
 
 
1 843/25 Some crayon areas are 
not ”set” 
 
ITEM IMAGE DATE SUBSTRATE LAYER/ACTION KILN TEMP C° / 
TIME Secs 
RESULT 
29  17.07.14 Fine steel 
mesh cut, 
folded and 
stapled to form 
a box-like 
object. 
#1 slip-mix brushed inside  
and out, unevenly. 
1 840/70 Matt , strong finish 
29  17.07.14  533 brushed inside fully, and out side 
randomly 
1 840/45 The enamel was gloss fired 
despite short firing time. 
29  17.07.14  Dark blue and white stain mix inside 
only. 
1 840/60 Too blue and shiny. 
29  17.07.14  Grey stain painted inside. 1 840/60 Better coverage, less shiny. 
29  28.07.14  Orange stain and USO96, Vitra blue 
brushed over outside in some areas. 
1 843/60 Orange too shiny. 
29  
 
 
 
 
28.07.14  A little grey stain brushed in parts. 1 843/60  There is little indication 
that the substrate is a soft, 
fine, metal mesh. 
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ITEM IMAGE DATE SUBSTRATE LAYER/ACTION KILN TEMP C° / 
TIME Secs 
RESULT 
30  
 
 
 
 
25.07.14 Medium gauge 
cu mesh 
Cut, folded and stapled to form a 
square open box. 
#5 brushed generously inside and out 
1 843/60 Slightly uneven 
application. Surface is 
stable. 
Fabric appearance.  
31  
 
 
25.07.14 Medium gauge 
cu mesh 
Cut into a strip and rolled into a 
cylinder. Stapled  
#6 dipped.  
1 843/65 Smooth, matt, even 
coverage and finish. 
Canvas appearance 
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32  
 
 
Image is an example of work 
hardened copper foil. It is not #32 
25.07.14 Cu foil Work-hardened by forming over stake. 
769 enamel dipped and brushed plus 
533 enamel brushed in places over 
base.  
1 843/60 Gloss.  
769 pulled back a little in the 
valleys.  
32  25.07.14  #5 slip-mix brushed over both front 
and back. 
1 843/60 Matt, brushed 
appearance. Stable. 
Creases in substrate 
highlight form. Some gloss 
areas are exposed. 
 
32  
 
 
 
 
Reverse side showing slip mix 
 
25.07.14  Orange, green and blue stains 
brushed on 
1 843/60 Matt or gloss appearance 
depending on whether 
applied over enamel or 
slip-mix. 
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ITEM IMAGE DATE SUBSTRATE LAYER/ACTION KILN TEMP C° / 
TIME Secs 
RESULT 
33 
 
 
 
 
 
 
 
  
25.07.14 Cu foil cylinder, 
rolled and folded 
together with 
rolled medium 
mesh. 
533 enamel dipped and brushed over 
entire surface  
1 843/60 Green/white gloss on foil 
and cream/white semi-
gloss on mesh. 
Both metals are strong 
and enamel stable. 
 
 
 
ITEM IMAGE DATE SUBSTRATE LAYER/ACTION KILN TEMP C° / 
TIME Secs 
RESULT 
34  
 
 
23.07.14 Course cu 
mesh, rolled and 
stapled into a 
cylindrical form. 
Partially dipped in 533, 
#3 slip-mix and 769 yellow enamel. 
2 843/40 Each of the three 
differently treated areas 
has fired well and 
contributes an interesting 
finish to the overall 
appearance of the piece. 
 
 
 
ITEM IMAGE DATE SUBSTRATE LAYER/ACTION KILN TEMP C° / 
TIME Secs 
RESULT 
35  
 
 
 
 
 
23.07.14 Very fine and 
heavily creased 
fabric-like cu 
mesh, wrapped 
around and 
stapled to a cu 
foil cylinder 
Brushed with a layer of thin 533 
enamel, allowed to dry and quickly 
dipped into #5 slip-mix 
2 843/45 Very strong, stable finish. 
Of patchy appearance. 
Areas of copper can be 
seen clearly. 
 
 
New Material Trials Chart 193
 
ITEM IMAGE DATE SUBSTRATE LAYER/ACTION KILN TEMP C° / 
TIME Secs 
RESULT 
36   04.08.14 25 gauge cu mesh Brushed with one stripe each of #5, 
#6, #7, #8 slip-mix 
1 843/60 Mesh held the slip-mix 
well 
36  04.08.14  T5.2 (big-mix) green enamel applied 
to one end of each stripe 
1 843/60 Green enamel is gloss. 
No change to slip-mix 
36  
 
 
04.08.14  Same green enamel as in previous 
step applied to the other end of each 
stripe. 
1 843/25 Green enamel is matt 
finish. No changes to 
previous applications. 
37  04.08.14 30 gauge cu mesh Brushed with one stripe each of #5, 
#6, #7, #8 slip-mix 
1 843/65 Mesh and slip-mix held 
together well, despite a 
few gaps appearing in 
one of the stripes. 
37  04.08.14  770 orange enamel brushed onto 
one end of each stripe. 
1 843/60 A clear red/orange gloss 
37  
 
 
 
 
04.08.14  The same orange enamel applied to 
the other end of each stripe. 
1 843/25 Has fired to semi-gloss 
despite the short firing 
time. 
38  04.08.14 40 gauge cu mesh Brushed with one stripe each of #5, 
#6, #7, #8 slip-mix.   
1 843/65 A good even finish. The 
mesh is strengthened by 
the slip-mix. 
38  04.08.14  930 Chinese red enamel brushed on 
to one end of each stripe. 
1 843/60 A bright, clear red gloss, 
streaked from uneven 
application. 
New Material Trials Chart 195
38  
 
 
04.08.14  The same red enamel applied to the 
other end of each stripe. 
1 843/25 A dull, semi-gloss finish, 
despite the short firing 
time. 
39  04.08.14 50 gauge cu mesh Brushed with one stripe each of #5, 
#6, #7, #8 slip-mix. 
1 843/65 Uneven in parts, 
perhaps due to patchy 
application. 
39  04.08.14  799 blue enamel applied to one end 
of each stripe. 
1 843/60 Gloss, thick and gluggy. 
39  
 
 
 
04.08.14  The same blue enamel applied to the 
other end of each stripe. 
1 843/25 The enamel has broken 
up, pulled back, even 
when thinly applied. 
Looks interesting, but it’s 
not what should happen. 
40  
 
 
04.08.14 60 gauge cu mesh Brushed with one stripe each of #5, 
#6, #7, #8  
1 843/65 This finer mesh has 
developed a wave-like 
appearance  during 
firing, where the slip-mix 
has been applied.  
40  04.08.14  769 yellow enamel applied to one 
end of each stripe. 
1 843/60 Clear bright yellow 
gloss. 
40  
 
 
04.08.14  The same yellow enamel applied to 
the other end of each stripe. 
1 843/25 Matt to semi-gloss finish 
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ITEM IMAGE DATE SUBSTRATE LAYER/ACTION KILN TEMP C° / 
TIME Secs 
RESULT 
41  
 
 
 
 
 
06.08.14 60 gauge cu 
mesh 
Folded and stapled to create a large 
partially open form. 
#7 slip-mix brushed and poured 
inside and out. 
2 845/90 
Lost heat 
opening the 
door, hence 
the longer 
firing time 
Resembles a filthy, 
mildewy rag. Great. 
Mesh is still a little 
pliable. 
42  06.08.14 60 gauge cu 
mesh 
Folded to form an irregular shape. 
Brushed on all areas with #6 slip-mix 
1 843/65 A whiter slightly thicker 
coverage than #7 slip-
mix 
42  
 
 
 
 
  769 enamel brushed over surface 1 843/65 Brushed = rough 
surface. 
Too underfired.  
Continued firing as 
before until satisfied with 
result. 
Yellow is not 
satisfactory, crumbles. 
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43  06.08.14 60 gauge cu 
mesh 
Folded to form a pleasing shape. 
Brushed on all areas with #6 slip-mix 
1 843/65 Brush marks visible, 
hides mesh grid. 
 
43  
 
 
 
 
 
 
 
06.08.14  Brushed wth mix of 769 and 770 
enamels 
1 843/65 Matt to semi-gloss in 
some parts. Semi-gloss 
areas feel waxy. Rough 
areas rubbed back with 
scotch brite to smooth a 
little. 
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Metal
Copper foil sheet 
Copper wire mesh
Vitreous material
Thompson liquid form enamels
Stains and pigments
Porcelain slip: 
 • Clayworks WSSP
 • Clayworks LB C1
 • Clayworks  LBS1
 • Walkers AB 10 Superior white 
Important points at this stage:
 • Mix stains with frit before application 
 • Because of its ability to hold and reinforce  
 the material, mesh provides a strong and  
 therefore a more suitable substrate for  
 the application of ceramic mixes 
 • Foil is suitable for use as a substrate when  
 it is used as a double layer and has had a  
 light application of enamel first, or has been  
 strengthened by work hardening.
Materials list 
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The Exhibition
 The Exhibition 205
The Exhibition 
The exam exhibition was the culmination of two years 
of research into ways of drawing attention to small 
commonplace objects that, although encountered 
every day, remain unnoticed as we automatically go 
about our daily lives, and these objects no longer 
make any impression on consciousness. My particular 
interest was in reinterpreting the forms of handles, and 
elements of them, into abstracted forms of differing 
scale and proportion. 
An important function of the exhibition was to provide 
the opportunity for the viewer to experience the work 
through touch; to hold, feel, move, juxtapose and 
rearrange these small objects in any fashion, pleasing 
or not. Made from metal and ceramic material, the 
objects were vividly painted or enamelled, to catch 
the viewer’s attention and to invite interaction. This 
body of work, as an interpretation of these everyday 
objects displayed out of their everyday context, has a 
reciprocal effect on the viewer: that is, in the touching 
and rearranging of the pieces the experience embodies 
tactile recognition and rediscovery of the relationship of 
common objects to humans through mindfulness. 
Walking around the exhibition without expectation 
allowed and helped observations to surface. The gallery 
space, almost square, was delineated by a pink skirting 
board, and enveloped the three separate groups of 
coloured viewing platforms upon which the works were 
placed. The tables themselves showed a progression 
in time, in development, and also in shape but not 
in elevation from the floor. The lowest of these, near 
floor level were too low for the viewer to comfortably 
reach, touch and interact with by intention. Then came 
the L-shaped corner tables, which were intentionally 
the tallest to allow the viewer to stand or walk around 
them while having easy access for interaction with 
the objects. Then finally the curved tables which were 
slightly lower but had the most complex supports 
and shape.
The work also followed the order of time and 
development from initially the gestural rolled 
ceramic spindles and the hollow forms fashioned by 
manipulating thin copper foil. Then came the tactile 
coloured objects inviting the viewer to handle, group 
and arrange. Finally, the spindled compositions that 
featured a hybrid mix of materiality together with their 
loose elements, completed the process hinted at in the 
previous tables.
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 The Exhibition 209
 The Exhibition 211
 The Exhibition 213
 The Exhibition 215
 The Exhibition 217
 The Exhibition 219
 The Exhibition 221
 The Exhibition 223
 The Exhibition 225
 The Exhibition 227
 The Exhibition 229
 The Exhibition 231
 The Exhibition 233
 The Exhibition 235
 The Exhibition 237
 The Exhibition 239
 The Exhibition 241
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11
1
1
1
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2
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2
22
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2
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Page 208 & 209 
1. Keelan O’Hehir
2.  Ruby Aitchison
Page 206 - 207 
1. Keelan O’Hehir
Page 210 & 211 
1 & 2. Keelan O’Hehir
Page 212 & 213 
1 & 2. Keelan O’Hehir
Page 214 & 215 
1, 2 & 3. Keelan O’Hehir
Page 216 & 217 
1 & 2. Keelan O’Hehir
Page 222 & 223 
1 & 2. Keelan O’Hehir
Page 218 & 219 
1 & 2. Keelan O’Hehir
Page 224 & 225 
1. Keelan O’Hehir
2.  Ruby Aitchison
Page 226 & 227 
1 & 2. Keelan O’Hehir
Page 228 & 229 
1 & 2. Ruby Aitchison
Page 220 & 221 
1. Ruby Aitchison
2.  Keelan O’Hehir
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Page 232 & 233 
1 & 2. Ruby Aitchison
Page 234 & 235 
1 & 2. Ruby Aitchison
Page 236 & 237 
1 & 2. Ruby Aitchison
Page 238 & 239 
1 & 2. Ruby Aitchison
Page 230 & 231 
1 & 2. Keelan O’Hehir
Page 240 & 241 
1 & 2. Keelan O’Hehir
Page 246 & 247 
1 & 2. Keelan O’Hehir
Page 242 & 243 
1 & 2. Keelan O’Hehir
Page 244 & 245 
1 & 2. Keelan O’Hehir
Page 248 & 249 
1 & 2. Keelan O’Hehir

